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data.	Evidently,	they	are	first	and	foremost	‘food	for	thought’	and,	particularly,	‘food	for	discussion’.		1. Overall,	the	contemporary	dance	profession	as	seen	through	the	lens	of	the	63	respondents	seems	marked	by	a	multifaceted	socio-economic	precarity.	Our	contemporary	sample	of	Berlin-based	dance	artists	comprises	a	highly	educated	group,	with	92%	of	the	respondents	having	a	bachelor’s	degree	or	higher,	an	average	age	that	lies	between	37	and	38	years	old	and	an	average	work	experience	between	12	and	13	years.	However,	the	average	monthly	income	(defined	in	relation	to	the	year	preceding	the	moment	the	questionnaire	was	completed)	of	more	than	half	of	all	respondents	amounts	to	less	than	1.000	euros	per	month.	81%	of	all	respondents	earn	a	maximum	of	1.500	euros	per	month,	among	which	several	of	the	oldest	respondents.	In	addition	to	this,	almost	two-third	of	them	are	remunerated	for	only	up	to	half	of	their	actual	working	hours.			2. The	level	of	multiple	jobholding	among	the	respondents	seems	very	high:	the	majority	of	the	respondents	have	worked	freelance	in	the	past	five	years	and	nearly	9	out	of	10	of	them	have	more	than	one	job.	Most	of	the	time	budget	in	a	situation	of	multiple	jobholding	is	devoted	to	activities	related	to	artistic	labor.	In	average,	a	bit	over	half	of	this	time	budget	can	go	to	creative-productive	activities.	Yet,	46%	of	the	complete	time	budget	for	work	goes	to	para-	and	non-artistic	activities.	Strikingly,	43%	of	the	respondents	state	that	they	earn	more	with	their	para-	and	non-artistic	activities	than	with	their	artistic	work.		3. Our	sample	suggests	that	the	contemporary	dance	profession	is	highly	transnational	and	is	generally	practiced	by	international	dance	artists	who	are	active	in	a	mobile	work	environment.	Most	respondents	of	the	Berlin	dance	community	were	born	in	Europe	(60%),	with	about	1	out	of	3	respondents	born	in	Germany.	Of	the	many	respondents	working	in	residency	spaces	or	workspaces,	36%	say	they	actually	work	in	Germany.	The	other	two-third	of	the	queried	artists	predominantly	work	in	Western	Europe.	This	confirms	the	standard	picture	of	the	transnational	character	of	the	profession,	yet	it	simultaneously	puts	it	into	perspective:	many	queried	artists	are	German-born,	regularly	travel	to	do	their	work,	but	do	not	regularly	cross	European	borders.			4. The	KSK	may	reduce	the	high	costs	in	social	security	associated	with	self-employment	in	Germany,	but	this	system	does	not	reduce	socio-economic	precarity	in	a	significant	way.	Together	with	the	high	costs	(and	the	consequential	lack)	of	the	covered	securities,	the	biggest	problem	seems	to	be	the	absence	of	a	fair	payment	for	the	delivered	work.	Indeed,	our	respondents	in	general	work	half	of	their	time	unpaid.	In	light	of	the	obtained	data	on	their	financial	situation,	we	presume	that	the	other	half	might	well	be	underpaid.	As	the	KSK	does	not	interfere	with	unemployment	insurance,	there	is	no	provision	for	the	type	of	project-based	work	
that	is	dominant	in	the	sector21.	Particularly	the	lack	of	pension	insurance,	or	–	given	the	low	incomes	–	the	rather	predictably	meager	contributions	to	the	pension	fund	should	raise	concern	since	this	results	in	poverty	at	an	older	age	(as	also	our	data	reveal).		5. Numerous	debates	on	fair	practices	in	the	arts	were	recently	organized,	also	in	Germany22.	Nevertheless,	most	debates	recurrently	disregard	the	issue	of	social	security,	while	it	should	be	kept	in	mind	that	a	fair	income	does	not	guarantee	full	social	security	or	financial	stability.	Nonetheless,	advocating	fair	practices	in	the	arts	is	trending	and	appears	to	be	even	quite	logical	within	the	German	context	of	the	KSK-system.	Indeed,	as	we	just	pointed	out,	higher	fees	seem	a	necessity	to	secure	higher	KSK-contributions	within	the	context	of	a	professional	regime	in	which	self-employment	(and	not	wage	labor)	is	the	rule.	Yet,	this	regime	must	also	be	put	into	perspective.	Particularly	in	relation	to	the	way	unemployment	benefits,	substitutes	such	as	the	'living	wage'	and	other	allowances	are	currently	attributed.	Artistic	self-employment	appears	to	be	part	of	a	broader	mode	of	neoliberal	governmentality	based	on	(the	treat	of)	continual	precarization	(Lorey	2005).		6. Last	but	not	least,	our	data	confirm	the	existence	of	a	considerable	degree	of	self-precarization	among	the	respondents.	Notwithstanding	their	low	income	and	few	securities	or	benefits,	the	respondents	are	generally	very	satisfied	with	their	profession.	Moreover,	most	of	them	do	not	feel	that	they	need	a	higher	income,	though	they	would	find	a	much	higher	income	appropriate.	These	observations	fit	the	logic	underlying	artistic	self-precarization:	one	is	willing	to	sacrifice	material	benefits	for	the	sake	of	immaterial	ones	such	as	artistic	pleasure,	temporal	autonomy,	a	relatively	egalitarian	work	setting	and	regular	chances	for	self-development.	The	power	to	say	‘no’	to	unfair	socio-economic	conditions	lies	within	the	collective,	yet	many	artists	are	‘post-materially’	motivated	and	therefore	willing	to	accept	their	precarious	situation.	However,	we	also	note	by	way	of	conclusion	that	the	logics	of	precarization	and,	particularly,	self-precarization	are	also	resisted	by	artists	through	various	modes	of	self-organization	and	collective	care,	or	artist-run	initiatives.			Through	the	in-depth	investigation	of	all	dimensions	of	precarity	in	contemporary	dance,	including	aesthetic	ones,	the	qualitative	phase	of	this	project	will	further	explore	the	choreographies	of	precariousness	within	the	Berlin	dance	scene.	We	assume	that	individual	dance	artists	perform	these	proverbial	scores	with	various	degrees	of	reflexivity	and	consent,	detachedness	and	resistance.		
 																																																								21	This	provision	could	be	a	form	of	flexicurity,	which	aims	to	find	a	balance	between	flexibility	and	protection.	A	flexicurity	approach	offers	socio-economic	protection	that	is	customized	to	the	sector	by	taking	into	account	the	predominance	of	short	work	relationships	in	a	highly	mobile	work	environment.	22	See	particularly	the	annual	symposium	Branchentreff	organized	by	Performing	Arts	Programm,	the	three-day	symposium	Working	Together	Transnationally	held	at	K3	|	Tanzplan	Hamburg	(31	March	and	1-2	April,	2017),	and	the	initiative	between	German-speaking	countries,	Art	But	Fair	(www.artbutfair.org).	
